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Technology in Dracula:
Or, "Jonathan, quit playing with your damn camera and please save me!"
Timothy Scott Johnson '07
In what follows we shall be questioning concerning technology.
Questioning builds a way. [...] The way is one of thinking. All
ways of thinking, more or less perceptibly, lead through language
in a manner that is extraordinary (Heidegger 311).
The Crystal Palace Exhibition of 1851 represented the summit of all that was and was
to be the British colonial, technological, scientific, and imperial empires. The monument wrought
of iron and glass was as much about displaying the superiority of Great Britain and its colonies
as it was about displaying the inferiority of soon-to-be imperial states of the obviously more
advanced and "civilized," growing European nations. George Stocking notes that "the Crystal
Palace does in retrospect seem to have marked the opening of the mid-Victorian 'age of equipoise'-
a temporary balance between the powerful and sometimes conflicting forces remolding British
society" (4). Furthermore, the exhibition may be seen now, as it was then by Thomas Hardy, as
a sort of "precipice in Time" (as quoted in Stocking 1), a snapshot of all that was British and all
that defined "otherness" in relation to Britain. With exhibits devoted to the industrial products
and technology from all over the world, the Palace provided a walk-through tour of the Anglo-
centric universe. However, the Crystal Palace Exhibition and the period of confident growth and
stability to follow afterwards did not last forever — many different and often hard-to-place factors
eventually turned the "age of equipoise" in Britain into the familiar^w de siecle, Late Victorian,
Britain riddled with fear, anxiety and uncertainty. No longer did the neatly represented and
quantifiable representations illustrated by the Crystal Palace seem persuasive.
With Britain blinded from the foreign object of its anguish, conglomerate, fictional
monsters in Late Victorian Gothic fiction appeared as placeholders for all of Britain's fears and
anxieties. Bram Stokers Dracula is one such precipitate formed out of these times of uncertainty.
Such anxieties often explored through criticism on Dracula are sexual, as exemplified through
discourses on the New Women, heredity, rape, and love; social and political, with emphasis on
fears caused by Imperialism and even anti-Semitic overtones (Halberstam); and medical and
scientific, with talk of the exchange of blood and other bodily fluids and the ability of Western
science to deal with the apparently irrational in the world. At the heart of Late Victorian anxiety
is the growing inability to classify the us-and-them-based world into the same categories so
conveniently created in the Crystal Palace. When one out of a series of possible routes is chosen,
from that point onward, the rest are often automatically excluded. Therefore, in order to avoid
repeating the Victorians' troubles, it should be noted that any attempt at neatly framing Dracula
or any other piece of Gothic literature, one genre that defies boundaries, comprehensively within
one system alone is doomed to failure.
One aspect of Dracula that is too often excluded is the emphasis Stoker placed on
technology. As Garnet summarizes Dracula, "The greatest of nineteenth-century imperial
powers is itself to be imperialized, by the undead powers of feudal Europe, against which all of
its scientific knowledge and technological strength may prove to be unavailing" (37). However,
the distinction between assigning technology with the good and the less technological or
untechnological in the novel cannot be so easily made. Carol Senf correctly remarks that "It
is tempting to say that Dracula and the other vampires are Gothic while their opponents are
scientific/technological (and the simplification does work to an extent), but Stoker's rendering
of the conflict is much more complex and interesting and therefore worthy of our attention"
(Science, 18). However, Senf goes on to also describe that the novel is about "the conflict
between people who believe that the world is systematic and subject to both reason and human
control and individuals whose very existence embodies mystery and the total lack of human
control over a powerful and overwhelming universe" (19). This simplification, like the one
Senf reveals discusses with technology, is also too simplistic. Dracula is anything but irrational;
Van Helsing remarks that Dracula "had a mighty brain, a learning beyond compare" (300).
Likewise, Renfield - the supposedly truly insane character - is often described as just as much
a scientist as Dr. Seward, both characters who constantly take methodical notes and records on
their experiments.
Often, when the technology in Dracula is discussed, it is done so through overtly
Marxist lenses which, while often shedding light on many aspects of the heliophobic text,
commit the crime of perpetuating a kind of vampirism of their own. According to Halberstam,
"Attempts to consume Dracula and vampirism within one interpretive model inevitably produce
vampirism. They reproduce, in other words, the very model they claim to have discovered"
(334). In addition, Marxist traditions never seem to address technology on its own grounds
within the novel. Instead, they work best as means of addressing the economic and political
dimensions in Dracula. Rather than applying a ready-made and over generalized model to
a discourse on technology in Dracula, it seems that approaching the technology in the novel
on the grounds of technological discourse itself would be the most productive and rewarding
approach.
The discourse on technology given in German philosopher Martin Heidegger's essay
"The Question Concerning Technology" provides a more tenable avenue into exploring the
meaning and implications of technology in Dracula than previous models and approaches have
done thus far. Heidegger's analysis of technology and method of questioning technology's
ontological aspects provides a rich account of the tensions and importance placed on technology
in the novel. Particularly, it shows the relationship between the Victorian desire to classify
and order the universe about them as exemplified by moments such as the Crystal Palace
Exhibition and the limits and boundaries that come with such an ideology. As a rule, the
Gothic monster defies all boundaries - it will not be classified, and all such attempts to do so
will end in failure. Cohen notes that "This refusal to participate in the classificatory 'order of
things' is true of monsters generally: they are disturbing hybrids whose externally incoherent
bodies resist attempts to include them in any systematic structuration. And so the monster
is dangerous, a form suspended between forms that threatens to smash distinctions" (6). The
modern technology in Dracula, its emphasis throughout the novel and apparent inability to
dispatch with the vampire, represents the Victorian desire to be driven by static categories and
the dangers associated with such a deterministic force as well as technology's ability to transcend
it and technology's own determinist qualities.
An active reader cannot but help notice the emphasis placed on technology in
Dracula, especially in the novel's beginning. Jonathan Harker's journal begins with a note
explaining that it is being "Kept in shorthand" (Stoker 26), a newly revised form of note taking
fashioned after the practice of the ancient Greeks that Harker exclaims "is nineteenth century
up-to-date with a vengeance" (60). Throughout Harker's journey to the Count's castle,
he references his trips to the library of the British Museum, the usefulness of his "polyglot
dictionary" (31), and his disappointment that "there are no maps of this country as yet to
compare with our own Ordnance Survey maps" (27). When Harker arrives at the castle, he is
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amused at the Count's own library and desire to learn all of the advantages of Britain's modernity,
including directories, almanacs, and train station schedules, and is more than ready to show the
Count pictures of the Carfax estate taken with Harker's new Kodak camera (44-48).
All of Harker's modernist British technology is placed in stark contrast against the rural,
pre-industrial background of Eastern Europe. Senf goes as far as to claim that Harker "is highly
critical of those who do not share his enthusiasm for all things modern" (Science, 17-18). To be
sure, Harker's distaste for the figures he encounters when in Transylvania is not hidden. When
Harker sees the "Cszeks and Slovaks, all in picturesque attire," he seems quickly disappointed
when he notices "that goitre was painfully prevalent" and sullies his preconceived romanticized
notions (33).
The other good characters are strongly identified with modern technologies as well.
Mina is closely tied to the composition of the text of the novel itself. Also, like Jonathan, Mina
can read and write in shorthand, and she prides herself on her newfound abilities with a typewriter
(Stoker 76). Even when the good characters are pursuing Dracula back to Transylvania, Mina
remarks in her journal how grateful she is to the inventor of the "Traveller's typewriter" (344).
Lord Godalming, Dr. Seward, Quincey Morris, and Dr. Van Helsing all use
combinations of telegrams, cable wires, and written letters to communicate quickly and easily with
one another. Instead of writing by hand or typewriting, Dr. Seward has a special affinity for his
phonograph with which he records personal memoranda and notes on his patients. While on the
train in pursuit of Dracula, Seward is not so privileged as Mina and regrets having to write a diary:
"How I miss my phonograph! To write diary with a pen is irksome to me; but Van Helsing says I
must" (330). Other prominent technologies are the tools Van Helsing uses to give Lucy a blood
transfusion, the trains, quick communication devices and steam-powered boats used to track down
the Count, and Quincey's guns from America.
On the other side of the coin, the evil characters in the novel are generally associated
with either a lack of technology, or out-of-date technologies; however, this generalization does not
necessarily fit with careful readings of the novel. For example, all of Dracula's messages to other
characters appear to be hand written or sent telepathically. Also, Senf comments that Dracula
seems to prefer older means of transportation such as "horses and sailing ships" (Between, 91).
Yet, Harker notices from Dracula's library that Dracula is willing and ready to learn about all of
modern Britain's conveniences. The fact that Dracula is not affected by the modern technology
people attempt to use on him is only evidence to his being above such technologies. Garnett
asserts that "The technological means used to pursue and entrap Dracula (telegrams, trains, a
power-boat, rifles) are impotent to destroy him; for his destruction, arcane, unscientific knowledge
of and belief in the metaphysical realm are indispensable" (46-47). Instead of the modern
technological marvels of the time, the good characters are forced to use knives, religious artifacts,
and wooden stakes.
Many critics (Day, Halberstam) categorize the good characters' infatuation with the
material goods of industrial Britain, as well as this phenomenon's wider pattern throughout
America and Europe, in terms of Marx's processes of "alienation" and "Fetishism of commodities."
In Capital, Marx writes that
In [the religious] world the productions of the human brain appear as independent
beings endowed with life, and entering into relation both with one another and the
human race. So it is in the world of commodities with the products of men's hands.
This I call the Fetishism which attaches itself to the product of labour, so soon as they
are produced as commodities, and which is therefore inseparable from the production
of commodities. (Capital, 321)
The amazing new inventions the characters rely upon from day-to-day would seem to take
on a spiritual quality, endowed with an aura of magic about them; the greater the number of
commodities, the more estranged or alienated from oneself a person becomes. However, this
interpretation seems to fall short when called to deal with the fact that the commodities so
apparently fetishized have no effect against other mystical entities such as Dracula.
When addressing British workers in 1864, Marx discusses "British industry, which,
vampyre like, could but live by sucking blood, and children's blood, too" (Inaugural, 517).
Even if the failure of the modern technology is allegorical for one of Dracula's attributes, i.e., his
supernatural powers and their hindrance to the good characters, the connection seems tenuous.
After all, technological advances in communication and travel are two areas in which the good
characters are able to gain an advantage over Dracula.
When briefly discussing the technologies in Dracula, Carol Senf defines technology,
"somewhat arbitrarily" and "broadly," "as practical or applied science" (Between, 89). This is of
course supposed to be placed in opposition to the "pure science" in the novel. This definition
of technology does indeed seem all too "arbitrary" for the purposes of this discussion. First, this
definition of technology represents it only as some means to an end. In reality, a proper sense of
technology should also count its corollary effects as well - those not necessarily designed in the
end it is originally intended to serve. As Heidegger discusses technology, technology's essence
"is by no means technological" and it lies in the effects it has on the world and human beings,
specifically, the way in which technology "enframes" the world (Heidegger 311). The definition
given by Senf is therefore what Heidegger would classify as a "merely anthropological" definition
- one that only discusses what technology itself appears to humans to be without discussing
the essence that lay in the background. Also, for Heidegger, the question of technology "may
not be rounded out by being referred back to some metaphysical or religious explanation
that undergirds it" (326). The religious language (Fetishisms) and metaphysical language
(alienation) invoked by the Marxist critique will not get to the heart of technology's effects in
the novel. Instead, it only creates a misplaced metaphor useful only to support Marxist views.
The technology in Dracula should therefore be seen and interpreted in terms of its
essence: that is, a way in which the world is framed both for and by the characters, through the
use of technology. The instruments used by both the good and the evil forces in the novel are
ways in which characters' decisions are enframed and determined. The fact that the enframing
seems like a two-way street might appear contradictory since it would seem that either humans
are the masters of technology, or technology is the master of humans. However, Heidegger
makes the case that humans are only masters of technology only inasmuch as technology
allows itself to be directed. Heidegger writes, "Everywhere we remain unfree and chained to
technology, whether we passionately affirm or deny it" (311). Although options are seemingly
fixed within a person's technological frame and there is never the option of escaping technology,
human beings are always and already under technology's enframing, there is at every crossroads
the ability to influence the direction of future frames: "Since man drives technology forward,
he takes part in ordering as a way of revealing. But the unconcealment itself, within which
ordering unfolds, is never a human handiwork, any more than is the realm man traverses every
time he as a subject relates to an object" (324). The process of framing is therefore, the process
by which the characters in Dracula attempt to influence the structure of their own lives both
purposely and implicitly. The degree to which any of the characters is free or not depends only
on the effectiveness of the frames they choose in revealing the nature of the world about them:
"Freedom is that which conceals in a way that opens to light, in whose clearing shimmers the
veil that hides the essential occurrence of all truth and lets the veil appear at what veils. Freedom
is the realm of destining that at any given time starts a revealing on its way" (330).
The supreme desire for such characters as Mina, Jonathan, Lord Godalming, Quincey,
and Dr. Seward to see the world only in terms of the ways their British modernity reveals itself
limits the amount of understanding they can have. Jonathan's notions of the people in Eastern
Europe are enframed by what his travel guides and trips to the British Museum tell him how the
people should be. It does not seem like too much of a stretch to say that Quincey is described
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in terms of his adventurous American technology and the frame that it evokes. Senf writes that
Quincey "has traveled all over the world and is known mostly for his familiarity with weapons
and horses. Above all, he seems to be a type of American Adventurer" (Between, 11). Thus, it is
not surprising to see scenes in which Quincey first reacts with his rifle (Stoker 320). Similarly,
when Dr. Seward tries to diagnose Lucy, he does so through the frame that Late Victorian
science provides for him — Seward never seems to consider any causes for Lucy's condition not
sanctioned by modern Victorian medicine.
While providing the basis by which the characters in the novel conduct their own
day-to-day lives, the frames of modern British technology provide one of the biggest dangers
for the good characters. Heidegger writes, "Placed between these possibilities [of approaching
truth through enframing or being led astray from truth through framing], man is endangered by
destining. The destining of revealing is as such, in every one of its modes, and therefore necessarily,
danger" (331). The frames that allow the good characters to function are those that also blind
them when confronted with difference. As Harker remarks in Dracula's castle, "the old centuries
had, and have, powers of their own which mere modernity cannot kill" (Stoker 60). Dr. Seward
is unable to truly help Lucy because the cause of her condition lies outside the bounds of what his
technological frames will allow. Senf asserts that "Indeed, because Seward is the most scientific
and rational of all the characters, it takes him the longest to accept the presence of what is Gothic
and mysterious" (Science, 21). When provided with a system of neat categories that adhere to
Seward's notions of science and technology, Seward functions just fine. However, the moment one
of the rules of his technological frame is broken, Seward is rendered helpless. Van Helsing, on the
other hand, is able to treat Lucy at least to a degree; one might wonder whether or not the Dutch
doctor could have saved Lucy's life had he arrived on the scene any sooner. Unlike Seward, Van
Helsing is equally ready to reach for garlic and communion hosts, as he is to reach for his blood
transfusion kit. Van Helsing's technological frame is not limited by in the same ways that Seward's
frame limits. Instead, Van Helsing's frame is more open to those things Gothic.
Dracula might also be seen within the limits of his own technological frame.
Halberstam remarks that "Dracula is indeed no simply a monster, but a technology of
monstrosity" (334). It is not necessarily the lack of technology that makes Dracula so monstrous,
but rather the type of technology he uses and his attempts as a monster to incorporate modern
British technology into his repertoire. Although, the Count tries to amalgamate modern British
technology into his life, if for no other reason than the fact that he has " 'been so long master
that I would be master still — or at least that none other should be master of me' " (Stoker
45), Dracula nonetheless does not seem to be able to get comfortable with the advantages of
modernity. The moment Dracula realizes his enterprises in England have been thoroughly
jeopardized he flees back to the less technological Transylvania in a regular cargo ship while his
pursuers travel much faster on trains and steam-propelled boats.
In the end, however, the technological frames that hindered the good characters are
somehow transcended, or at least re-directed in order to accommodate the fact of the Gothic
monster, Dracula - that which defied the boundaries and neat categorization offered by the frame
of Britain's modern technology. One interpretation could be that Van Helsing's influence helped
the good characters incorporate less modern (or, conversely, more primitive) technologies such as
stakes, crucifixes, communion hosts, and garlic into their modern technological frame and this
is what allows to forces of good to triumph in the end. Heidegger's essay, however, provides a
possible alternative or supplement to this reading.
As a means for escaping and shaping the frames that technology places on us, Heidegger
suggests that artistic technology plays an important role. Heidegger refers to ancient Greek, when
"There was a time when the bringing-forth of the true into the beautiful was called techne. The
poiesis of the fine arts was also called techne' (339). Artistic expression is a technology in itself
that can help to positively enframe the world. Quoting the nineteenth century poet, Holderlin,
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Heidegger states that " 'But where the danger is, grows / The saving power also . . .' " (340).
This saving power rests on the corollary statement that " '...poetically man dwells on this earth'
" (340). The technology of artistic expression is the key to enframing the world in a way that
leads one to the truth, versus the dangers of being led away from the truth.
At the outset ofDracula, the reader is confronted with the confession that what
follows is a contrivance of those who have experienced the story. The arranger of the various
journal entries (supposedly Jonathan), correspondences and other documents states that "All
needless matters have been eliminated, so that a history almost at variance with the possibilities
of later-day belief may stand forth as a simple fact" (Stoker 26). Then, at the end of the story,
the arranger comments that "there is hardly one authentic document; nothing but a mass of
type-writing [...] We could hardly ask any one, even did we wish to, to accept these words as
proofs of so wild a story" (369). The account of the story given can be seen as much a work of
fiction as the novel itself.
Many of the individual instances of writing in the story corroborate this possibility
well. The technology of writing is one aspect that helps the good characters figure out the
presence ofDracula among them when Mina compiles and transcribes Jonathan's journals from
the castle. When in Dracula's castle, Jonathan even attaches the preservation of his own sanity
to the ability to keep a journal account of what transpires and "keep to facts, bare facts" (54).
Senf comments that "Not only is writing expressive in Dracula, it is a means of suppressing
consciousness" (Between, 88). With Marker's focus on purely factual entries, he limits the
apparently irrational thoughts and ideas concerning his troubling situation.
Also, the means by which the characters write their own accounts seem to differ
according to the method they use. Likewise, when traveling by train, Dr. Van Helsing makes
Dr. Seward keep a written diary in lieu of his phonograph dictation (Stoker 330) and Mina
notes that she would "have felt quite astray doing the work if I had to write with a pen" instead
of her " 'Traveller's typewriter' " (344). The technological framing of the characters also
coincides with the literary framing of their own personal stories. Halberstam goes as far as
to say that "The technology of the monster's monstrosity, indeed, is intricately connected to
the novel's mode of production" (335). The apparent incoherence and fragmented nature of
the story adds to Dracula's power over the characters. However, the point when each of the
fragmented accounts is brought together coincides with the start of Dracula's downfall.
In much the same way that the Crystal Palace brought the new global world, the
British Empire upon which "the sun never set," under one handy metaphor that categorized
according to principles of us and them, civilized and primitive, advanced and barbaric, the
modern technology in Dracula represents the way in which the Late Victorian world was
enframed. However, in Dracula, we are approached with the notion that not only do the neat
systems of classification appear to not always be enough when dealing with the world, but
also perhaps they are a contributing factor to the very monsters that terrorize our world. The
answer that Dracula seems to offer to this problem lies not in abandoning technology, but
rather redefining technology and working through its frames in ways that can account for the
apparently unaccountable.
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Deconstructing the Church and the Law in Wilkie Collins' "Miss Jeromette"
Rachel Wise '06
Wilkie Collins is felt by many to have defined the "sensational" novel genre of the
Victorian era. Critic Marlene Tromp argues that the violence in much of this literature begs our
attention as it contrasts the picture of middle-class morality we associate with this time period.
These stories often deal with issues of domestic violence and the function of "law" in the public
and private spheres. Despite the seriousness of these topics, Tromp notes that calling a novel
"sensational" marginalizes and manages its content, keeping it from being "seriously" analyzed
(2-3). Collins's ghost story, "Miss Jeromette and the Clergyman" is similarly marginalized
despite critical attention now given to his other works. Indeed, the ghost story today occupies
a place of critical and academic obscurity. Perhaps we, in the end, value "realism" as the
Victorians did. Or perhaps there is something in the ghost story that we find disturbing and
chaotic, perhaps something that whispers of an instability inherent in our most basic social
structures. The threatened collapse of these normative structures—in this case, the law and
church—causes the academic and amateur alike to recoil from seeing the ghost story as anything
beyond the sensational.
Wilkie Collins's ghost story, "Miss Jeromette and the Clergyman," connects the
church and the law as two institutions that, in a mutually constitutive way, shore up patriarchal
power and privilege. The tragedy of Miss Jeromette challenges patriarchal society's narrative that
depicts the church and the law as transcendental and just institutions. Through her interactions
with men around her, her eventual murder, and the court's failure to rightly convict her
husband, Collins undermines the authority of our most basically accepted cultural institutions
by revealing the way that justice is, in fact, made inaccessible to women via the very structures
that profess to guarantee, inform, and prize it. Quite literally connecting the church and the
law through the lawyer-turned-clergyman male who narratives the tale of Miss Jeromette,
Collins plays with the legitimizing idea that the law is informed by Christianity and is therefore
likewise transcendental, fair, and good. Rather, in this short story, the church is revealed to be
the patriarchal, subjective source of our ideas of transcendent moral law, of which the ironically
named justice system becomes a similarly flawed manifestation. Miss Jeromette's story plays
with the religiously vested "crime and punishment" narrative by disrupting the model of the
transgressive woman deserving a violent end, as seen in The Newgate Calendar. To this end,
it reveals the way in which the church and the law, rather than seeking to achieve justice on
behalf of women, sexually manage them and shore up patriarchal power. Applying a feminist
lens to Jacques Derridas deconstruction of the law, as well as understanding the role of Michel
Foucault's confessional, will be instrumental in helping us identify what made/makes this ghost
story unsettling.
The church has been the institution to most influentially shape western ideas of
a transcendent moral law. It operates on the basis of a body of divine commands that are
undergirded by an authority apdy encapsulated in the biblical story in Exodus of Moses on
Mount Sinai, descending from the heights with ten commandments etched into stone by the
very finger of God. The law's perceived immutability is here signified by the use of stone as a
medium and by seeming divine sanction. The more detailed codes of Leviticus follow in this
vein of eternal Tightness. The church has historically held that the Bible contains a moral law
that does not consider our weaknesses as human beings or take into account our sinful heredity
or infirmities, instead demanding we be absolutely moral. The church professes a moral law
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that never changes, either for the highest or lowest of persons. Ordained by God, it is meant to be
enduring and eternally the same, remaining absolute for all time and eternity.
Yet, with the rise of feminism, theories of evolution, increased discourse surrounding
homosexuality, debates about the appropriateness of divorce, and the ever-controversial imperial
project, the issue of religion and morality in the nineteenth century was far more complicated. As
critic Nancy Cervetti notes in her study of "Faith, Religion, and the Nineteenth Century Novel,"
many Victorians rejected the security and constraint of traditional religion. She uses the work of
George Eliot, Charles Dickens, Samuel Butler, and Thomas Hardy to examine how these authors
explore the way traditional religion fails certain characters. "Although numerous representatives
of the clergy populate nineteenth-century novels, there is no pervasive feeling that 'trailing clouds
of glory do we come from God, who is our home'" (94). It is unsurprising then that the clergy
should figure so prominently in Collins short story and that we might expect this portrayal to be
less than positive.
How, specifically, Collins treats the church is revealing. One of our two male narrators
tells the story of how he came to be a clergyman. It is his mother's dying request that he should
fulfill his father's most fervent desire of seeing his son enter the service of the church. He
consequently leaves his profession as a lawyer to become a clergyman. Here we quite tangibly see
the intertwining of the church and the law, or justice system. It is crucial that he makes the move
from the law to the church, giving deference to the wishes of a patriarchal figure. For the church's
claim to a transcendent moral law has resulted in the historical collusion of church and law, so
that in many instances the church has defined and arbitrated the pursuit of justice. Inquisitions,
witch hunts, blue laws, divine monarchy, the authority of the pope, all suggest that the Christian
religion has undergirded the inception, passing, and implementation of laws or the consequences
for disregarding them. Today, Western nations like the United States and Great Britain continue
to find the nominal Christianity of a candidate to be an underlying factor in the way they vote
and in the perceived morality of a candidate. As the cultural narrative goes, the church is uniquely
able to say what is universally good, and religious adherence makes universally good men. It is a
gendered notion acted out in an exclusively male priesthood, an overwhelmingly male clergy, and
the connected and continued resistance to female politicians.
It is therefore highly revealing that the our narrator moves from the law to the church,
not from the church to the law, because it is the church that shores up the legitimacy of the
law. The clergyman's father desires for him a position of supreme patriarchal authority. The
church is the source of the concept of transcendent moral law, and the law the enforcement of
this concept. This is exemplified in the sermon the clergyman gives while visiting a church in
London. "Admitting that the best of us were frail mortal creatures subject to evil promptings
and provocations like the worst among us, my object was to show how a Christian man may find
his certain refuge from temptation in the safeguards of his religion" (207, emphasis mine). In
effect, it is only religion that can presumably keep the man from giving into provocations. The
law can only punish, rather than deter, this giving in. Again, the church is here structured as a
gender specific institution, even to the extent that the patriarchal male figure seems to be judged
less harshly because of this "provocation." The church's duty is here constructed as male-oriented,
striving to keep men from being subject to the law, thereby consolidating and reinforcing
patriarchal power.
The connection between law and religious institutions is implied in the title of
Jacques Derridas collection, Acts of Religion. His theories of deconstruction are important to
understanding how the story deals with law and its intersect with religion. As Gil Anidjar notes
in the introduaion to this book, "Derridas writing on religion has indeed consisted of a manifold
and powerful effort to situation and raise again questions of tradition, faith, and sacredness and
their relation to the premises of philosophy and political culture" (3). In the chapter titled "Force
of Law: The 'Mystical Foundation of Authority,'" Derrida looks at the way that law is given a
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religious authority, an authority that is therefore presumed to be absolute and unchallengeable.
"Justice," after all, has its root and association in the biblical text, the Old Testament God
passing out judgment. He deconstructs the law in order to distinguish it from justice— two words
we usually see as interchangeable. The authority of the law depends on the concept of justice,
however mythical the connection between the two might be. Justice is a concept that depends
on objectivity, whereas the law, or a verdict rendered in a trial, is temporally, culturally, and
experientially bound. Once a verdict is given or a law made, they are frozen in time. The law
in particular is meant to be static and untailored to the specifics of each case. Justice on the
other hand, is fluid, complex, even contradictory, and ultimately unreachable—a concept that
does not fit readily into the religious narrative of transcendent moral law. Equally condemning
is the story's suggestion that the church is also subjectively bound. In a trial, Derrida also notes
there is an urgency in reaching a verdict, which, among other things, limits the breadth of
information permissible in court, rendering impossible its attempts to implement justice (228-
98).
In this way, Derrida seeks to deconstruct our ideas of law and therefore divest
it of its religiously rooted, absolute legitimacy. Likewise, this must necessarily disrupt the
totalizing vision offered by the Christian church. Perhaps this might seem like a bold, even
erroneous, statement. After all, we have countless examples of groups that take up the mantle
or legitimacy of another structure, which are called down without also calling down the source
of that resulting authority. As suggested to me, the presidency and the war in Iraq are prime
examples of this. The media and most citizens could agree that our efforts were not going well,
but for a long time the president took almost no heat, despite being commander in chief. My
argument is that the deconstruction of the justice system critiques the dominate narrative of
the church's transcendent moral authority over peoples. If religion etymologically means "that
which binds," that which holds together, then a flawed law, which finds its legitimacy and
inception in the Christian church, opens the possibility of critiquing this notion. It threatens
to shift the church and its patriarchal power structures from the center of the ways we make
meaning and societal conceptions of authority and legitimacy. If religion is no longer "that
which binds," no longer that which can judge the tightness of all other spheres of society, one
might see patriarchy's lament in the famous William Butler Yeats poem: "Things fall apart; the
centre cannot hold; mere anarchy is loosed upon the world, the blood-dimmed tide is loosed,
and everywhere the ceremony of innocence is drowned; the best lack all conviction, while the
worst are full of passionate intensity." There is the potential for chaos.
In their initial conversation, the two brothers begin an underlying struggle in the
narrative to determine the efficacy of law in attaining justice. On seeing the specific trial his
brother is reading about, the clergyman grows pale and says, "I know this . . . The prisoner was
guilty" (198). His brother meets this statement with incredulity. "Guilty?. . . Why, the man
was acquitted by the jury, with the full approval of the judge! What can you possibly mean"
(198)? This reveals an assumption about the justice system that must be held by the majority of
society in order for the structure to maintain legitimacy. It is beyond the scope of the brothers
imagination to entertain the idea that perhaps the verdict rendered was in error. A guilty man
might have gone free.
While it might seem at first that the clergyman, an officer of the church, is indicting
the law, the fact that he figures the story as a confessional suggests otherwise. Michel Foucault
argues that the confessional is meant to produce a kind of truth, functioning as one of the
ways that Christianity interiorizes society's sexual discourse. The confessional represents a
kind of self-surveillance, the structure of which helps us to understand the clergyman's story
better. In this way, he can tell his story to his brother without indicting the church or the law,
for the confessional is figured in a personal, individual way. It is particularly marked as this
type of narrative by the moral the clergyman suggests his story has: "The world will not be the
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worse, and may be the better, for knowing one day what I am now about to trust to your ear
alone" (199). Throughout the narrative, one gets the sense that this moral involves other men
learning from his mistakes to steer clear of sexually transgressive women like Miss Jeromette. He
continually reflects back on their involvement with regret: "So I entered—doubting nothing,
foreboding nothing—on a scene in my life, which I now look back on with unfeigned repentance
and regret" (202). It seems not to be his failure to aid justice that he regrets, but that he made
decisions that lead him to be in the position to have such information about Miss Jeromette's
murder in the first place. The confessional therefore, as Foucault argues, shores up the power and
privilege of patriarchal structures like the church and the law.
Yet the text remains a sight of tension concerning the church and the law. While
the clergyman has figured his story as a confessional, the narrative itself manages to continually
undermine the idea that the offense is a personal, rather than institutional, one. It is the
clergyman's very position in the church that leads to his remaining silent at the expense of justice.
"There are circumstances connected with that Trial. . . which were never communicated to
the judge or the jury—which were never so much as hinted or whispered in court" (198). This
should remind us of Derrida's assertion that the information given in a trial can never be total
and the verdict given can never, in part for this reason, be just and transcendentally correct. In
the case of Miss Jeromette's murder, this pertinent information was never heard in court because
the clergyman decided not to divulge it until years after it could be legally relevant. He asks his
brother to make a promise: "You will keep what I tell you a secret as long as I live. After my death
I care little what happens" (199).
Though he never directly reveals why he choose to remain silent even though it meant a
guilty man going free, as the narrative unfolds, we are given the clues to hazard a likely guess. In
fulfilling his mothers deathbed request, he "tear [himself] from all unworthy associations." This
includes Miss Jeromette, a woman with whom he seems to have had a sexual relationship—a fact
suggested by the key he has to her house and his referring to her as "the unhappy woman who
was not, who never could be, my wife" (204). Perhaps telling the story of his pupil and Miss
Jeromette would have led to his own past indiscretions coming to public light—not something a
successful, well known clergyman would desire. His career and authority depend upon his own
holiness. Justice is here forsaken by a male character wishing to advance himself in the world,
among powerful men like his senior pupil's father. The clergyman's fear for his reputation and
impulse to maintain the patriarchal authority of the church, allows the pupil to get away with
his crime, thereby protecting the privileged male's status. For testifying in court would not have
allowed him to structure the narrative as a confessional and would have likely brought ridicule
upon the church. Are we then to think that the clergyman would have revealed what he knew if
he were not employed by the church? Perhaps then the story suggests that the church is the root
of patriarchal law and injustice. Suggestively, it is to the church that the pupil runs to avoid his
marital duties, his involvement with the church that allows him to put off doing right by Miss
Jeromette.
Further tightening the connection between the law and the church, between the
misogynistic murderer and the clergyman, the pupil's reason for hating the woman we later find
out is Miss Jeromette also resembles the reasons the clergyman never reveals what he knows about
her murder: "A person is in the way of my prospects in life ... A person provokes me horribly"
(211). She is a Frenchwoman without connections who lives in a shabby part of town and colors
miniatures for photographers to supplement a small income of her own. She is not a proper wife
for the son of a man with "some celebrity and influence in the world" (208). We might rightly
suspect that this is the reason her "sweetheart" has abandoned her when the clergyman first meets
her, that she is aware of these class implications when she refuses to reveal his rank or name. His
father would likely withhold his inheritance if he were to marry so reprehensibly, and he certainly
wouldn't enlarge his sphere of influence or income—the goal in marrying suitably. There is a
17
shock in comprehending the parallel attitudes of the clergyman and the murderer, a shock that
underscores the instability of our concept of religiously informed justice. It forces the reader to
ask if the church, rather than being the root of a transcendentally fair and just law, isn't the root
of and collaborator with a subjective and unjust system. As I argued previously, the church and
the law shore up patriarchy and their own patriarchal legitimacy in a mutually constitutive way.
In the same way that destabilizing the law causes us to question the authority of the church's
totalizing moral narrative, so does destabilizing the church's own structural morality cause us
to question the fairness of the law. If the source of Western ideas of law and justice hinge on a
church that the story reveals is fundamentally corrupt, then society's belief in an effective and
fair justice system is destabilized, leaving the theorist room to critic a structure that is neither
natural nor unchangeable. It leaves us with the possibility of change. The system is divested of
its divine legitimacy, becoming approachable and observable through different, and illuminating
critical lenses.
We have not been able to discuss the ways that the church and the law fail to "get at"
justice without mentions of "patriarchy" and "misogyny," without looking at the relationships
between men and women. So while Derrida proves instrumental in our deconstructing
concepts of law and religion in "Miss Jeromette," applying a feminist theoretical lens would
demand that we go a step farther. While Derrida looks at the universal ways a religiously
legitimated law fails to fully get at justice, the unique experience of our title character as a
woman in Victorian England compels us to look at the ways in which women in particular
have been denied justice under the law. All institutions and power structures, like the law and
the church, reflect patriarchal interests. It is a myth to suggest the law lies outside of gender
constructs. We must ask how Miss Jeromette's selfhood and self-expression have been affected
by patriarchal male power embodied in the religiously informed law. For instance, the story
of Miss Jeromette is a framed narrative. One of the frames represents church patriarchy. We
are twice removed as readers—told the story by the brother of the clergyman who knew the
young Frenchwoman. The story opens with a male narrator holding a book of Trials in his
hand, referencing The Newgate Calendar. Already, we see that the law and justice system are to
be read and wielded by the hands of a man. Thus, we can use Derrida's deconstruction of the
law to highlight the disconnect between law and justice that is particularly acute in the female
experience.
Perhaps it seems surprising then that the pupil eventually consents to marry Miss
Jeromette, though only "on the condition that she would engage to keep the marriage a secret,
so long as his parents live" (205). What is perhaps most interesting to our discussion of law is
his marrying her to do her die justice he had before refused. The use of justice is fascinating.
Perhaps this suggests justice is a concept that must work outside of the law, that takes into some
account gendered existences. He had likely promised her marriage, had perhaps even led her
into a life of sexual transgression on this pretense. Her prospects depend solely on marrying
well now that she has been disinherited from her family, presumably for sexual transgression.
The pupil may have capitalized on this fact in a way similar to the clergyman's convincing her
he should walk her to her door by taking "a man's unfair advantage of her, by appealing to her
fears" (201). There is no law to protect her from such a man, no law to arbitrate these private
matters. An injustice has been done to her once she has sexually transgressed. She has had sex
outside of the institution of marriage, an institution both the church and law have vested with
divine sanction and paramount importance.
This points to the ways in which the church and the law attempt to sexually
manage women with notions of the importance of "purity" in determining one's morality. In
transgressing the historically patriarchal bonds of marriage, an injustice can no longer be seen
as such by the law or the church. Her only hope is to marry the well-connected pupil. Miss
Jeromette marries the pupil in an attempt to legitimate her sexual relationship with him even
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though she realizes he is a threat to her. She tells the clergyman (still a lawyer then), "I believe
I shall die young, and die miserably" (206). In this way she defers to patriarchal authority, even
while she appears to have had a sexual relationship with the clergyman in which she appears to
have had some marginal power before he entered the church, which, as the source of patriarchal
power and legitimacy, could see her as nothing but a fallen women, could see involvement with
her as nothing but soiling.
Further hints of the sexual nature of Miss Jeromette's transgression can be found in
imagery and suggestive phrasing throughout, perhaps most especially in the Gardens scene. The
fact that it takes place in a "garden" raises connotations of lushness and fertility, of the female
body in particular. The clergyman then launches into a narratively disruptive tangent about how
a man ought to carefully choose his cigars. The image is blatantly phallic and compares women to
cigars: "I was still absorbed in choosing my cigar, when I heard these words behind me-spoken
in a foreign accent and in a woman's voice" (201). While he acts to stop an insolent blackguard
from harassing Miss Jeromette, the text suggests that he actually sympathizes with the blackguard's
advances, remarking on how little and pretty she is, especially with her suggestively curly black
hair. The phallic suggestion in choosing one's cigar carefully also places her as his sexual conquest.
Winning the dispute with the blackguard after police intervention, the clergyman leads her away
and remembers, "She had one great merit: she made no fuss about it" (200). This comment
can function in many ways, not the least of which is to conjure issues of rape involved in men's
conquest of women. Even with the police's intervention, they clearly don't provide her with
much protection. She is shuffled from the grasp of one male conqueror to another. This lends
poignancy to Miss Jeromette's lament, "I have no will of my own," a comment that is completely
unintelligible for our narrator, a man whose will is embodied in the church, the law, and
institutionalized patriarchy.
When the pupil does finally agree to marry her—an attempt to do her justice—Miss
Jeromette's murder becomes a scene of domestic violence. This takes us back to The Newgate
Calendar mentioned before and requires us to look at how this story diverges from those formulaic
ones. The Calendar ran from 1719-1841, detailing tales of crime and punishment recorded by
prison chaplains who wanted to make extra money but also retain their anonymity. As Tromp
discusses, the accounts are usually told by an authoritative narrator who justified the punishment
of the crime and often dwelled on the immorality of both the perpetrator and victim. It most
often detailed the murders of working-class women by their husbands and implicitly allows that
the patriarch was justified in his anger, if not his action, because of a wife's perceived "failed
womanhood." (37-8). This often involved suggestions of adultery.
Our narrative speaks back to this text. "Miss Jeromette" is so unlike virtually every
other account in The Newgate Calendar . There is no guilty verdict or criminal in Newgate
Prison on whom an ordinary priest would have written. We have a narrator that cannot tell the
tale with any amount of moral authority. He is guilty and unclean himself, having withheld this
information, having had an illicit relationship with a woman to whom he was not married. He
does not seem to condemn the victim as the trial narrative formula would call for. He cannot
justify the punishment rendered because no punishment was, in fact, given. "Miss Jeromette"
turns The Newgate Calendar's pretense of "justice served" on its head. Instead of attributing a
woman's murder to her failed womanhood, the narrative destabilizes our conception of the law as
just, revealing it to instead be a gendered text written, read, interpreted, and implemented by men.
In the clergyman's narrative, we dramatically see how the law often fails to work for
women as Miss Jeromette is being harassed by a drunk man in the park. Our narrator proceeds to
interfere, though before his reputation can be tarnished by a fight in public, a policeman swoops
in and turns the drunk man out of the Gardens. Where was the law when Miss Jeromette ordered
the harasser to leave her alone? The law does little to intervene until a privilege male is involved,
and it is this protection of patriarchal privilege that the narrative suggests the church and the law
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are all about. Her only defense is to shoot the narrator an entreating look, "which it was not
in manhood . . . to resist" (200). To be sure, she is wielding a sort of power here, but it also
demonstrates that a woman does not have direct access to the law or its protection. A male
must always serve as a conduit.
Further pointing to this reality, Miss Jeromette appears to him after her death, as if
pleading for justice to be done. She connects all the dots for him~points to the photograph
with the murderers name and her handwriting on it, points to her bloodied neck. It is an
appeal beyond the grave, one that is still done voicelessly and requires a man to act as an
intermediary between the murdered woman and the law. This man fails. Justice is not rendered.
Because this patriarchal, reputation-protecting figure does not speak where Miss Jeromette
now quite literally cannot, "The Law—advancing no further than this—may have discovered
circumstances of suspicion but no certainty. The Law, in default of direct evidence to convict
the prisoner, may have rightly decided in letting him go free" (217). The clergyman suggest
the law has operated as it should methodologically, but that this has nonetheless failed to get at
justice.
"I repeat it, after his death—as nearly as I can in his own words" (199). The reader
receives the story as an approximation. It is a testimonial given by a man concerned with his
reputation and retold years later upon his death by his brother. In this way, the story can ever
only be representative-a part of the "truth" to which it points. In the same way, a trial can only
reach for truth, a verdict and the law can only reach for justice. Justice proves, as in Derridean
thought, to be unattainable. Woman is made unable to speak in this male realm, the realm of
the law. The laws and the men who would act as intermediaries fail her, thereby challenging
the idea of transcendentally just law. They are men either a part of, or sheltered by, a similarly
patriarchal church concerned with shoring up its power and influence. The law is not divinely
ordained, and the church is revealed to be less of the holy, objective authority it is thought to be.
Rather we find both to be precarious, gendered structures—an idea that still chills to the bone.
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"I Am Home"
The Feminist Implications of Identity Loss in Haunted House Narratives
Brian Boylan '06
The ghost story, more than any other genre, relies on setting. The mere mention of
ghosts raises visions of ancient castles and eerie mansions, for to haunt means to haunt a place.
The specter of the haunted house—dark, ancient, and foreboding—has become a part of our
cultural consciousness, full of hidden meanings as it is full of hidden ghosts. I hope to summon a
few of these meanings into the light by exploring two of the most haunted houses in literature—
Hill House of Shirley Jackson's The Haunting of Hill House and the Overlook Hotel of Stephen
King's The Shining. I had originally planned to look at the houses as structures, to investigate
the architectural and historical factors that made them haunted, but as I read, a more interesting
and significant pattern occurred to me. I had been thinking of the houses as settings, but they
are also characters; the ghosts of Hill House and the Overlook grant these structures a powerful,
malevolent personality. As the novels develop, these personalities possess certain characters; the
identities of Eleanor Vance and Jack Torrance are submerged in the personalities of the houses,
and the characters effectually become the houses they occupy. "I am home," Eleanor thinks to
herself (Jackson 232), and she is right in two ways: she is at home and she is home—she has
become the home. The characters' loss of identity has important feminist implications in both
novels, but it functions in very different ways. In The Haunting of Hill House, this blurring of
identity represents the crushing roles placed on women; in The Shining, it offers an escape from
these roles, however brief.
The idea of an individual becoming part of a house seems bizarre and supernatural,
but it is not far from the role of women in many patriarchal societies, a role that went largely
unchallenged until the women's rights movement of the 1960s and 1970s. Under this model,
women are defined by their reproductive capacity: their purpose is to bear and rear children.
Daughter, mother, wife, and housekeeper—the woman's role in society is defined by her home,
just as the man's role is defined by his occupation outside the home. The woman has no identity
outside of the home and family. The haunted house is an especially appropriate metaphor for
the subjection of women: they are reduced to guardian spirits of the home, with no agency, no
personality, and practically no body of their own. The idea of a woman merging into the house
is merely an extension of this mindset, the concept made literal—and if the house is haunted, the
grim irony of the situation only increases.
No live organism can continue for long to exist sanely under conditions of
absolute reality; even larks and katydids are supposed, by some, to dream.
Hill House, not sane, stood by itself against its hills, holding darkness within;
it had stood for eighty years and might stand for eighty more. Within,
walls continued upright, bricks met neatly, floors were firm, and doors were
sensibly shut; silence lay steadily against the wood and stone of Hill House,
and whatever walked there, walked alone. (Jackson 3)
These lines begin Shirley Jackson's The Haunting of Hilt House. In the novel, four
characters come in contact with the "darkness within" Hill House: Dr. Montague, Luke
Sanderson, Theodora, and Eleanor Vance. All four characters encounter strange noises and
apparitions within the house, but as the story develops, the haunting focuses more and more on
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Eleanor. When Eleanor finally loses touch with reality and nearly kills herself on a rusted metal
staircase, Dr. Montague orders her to leave the house. Eleanor, refusing to leave, drives her car
into a tree and dies. The novel ends as it began: "silence lay steadily against the wood and stone
of Hill House, and whatever walked there, walked alone" (Jackson 246).
The narrative presents Hill House itself as clearly and unambiguously evil. When
Eleanor first encounters it, she thinks, "The house was vile. She shivered and thought, the
words coming freely into her mind, Hill House is vile, it is diseased; get away from here at once"
(Jackson 33). Asked to describe the house, Dr. Montague calls it "disturbed, perhaps. Leprous.
Sick. Any of the popular euphemisms for insanity; a deranged house is a petty conceit"
(Jackson 70-71). However, the exact source of this disease is left unclear. Despite Hill House's
macabre history, it is never clear what exactly haunts it; perhaps Dr. Montague comes the closest
when he says, "the evil is the house itselP (Jackson 82). But if the identity of the haunter is
unclear, its methods are not. It attacks each of the characters where they are weakest: "the
haunting is personally designed for the haunted" (Lootens 167).
As Lootens suggests, Hill House locates and attacks the weak points of each of its
guests. For Eleanor, this means her sense of self. Weak and repressed, her personality stifled
by an oppressive mother and sister, Eleanor is the perfect target for the house to take over and
make part of itself. Eleanor proclaims a strong sense of self at the beginning of her stay at Hill
House: "what a complete and separate thing I am, she thought, going from my red toes to the
top of my head, individually an I, possessed of attributes belonging only to me" (Jackson 83).
Only a few pages later, however, she confuses herself and Theodora: when Theodora asks her to
"tell me about yourself," Eleanor parrots Theodora's earlier statement, "I'm horrible and beastly
and no one can stand me" (Jackson 86). At this point Eleanor is at least half-joking, but this
joke becomes a serious problem as the house begins to claim her identity. Eleanor also begins to
forget about the outside world; she asks the others, "Is there still a world somewhere?" (Jackson
150), and tells them, "I can't picture any world but Hill House" (Jackson 151).
These incidents are merely a prelude, however. Eleanors last stand against the house
occurs as the four guests huddle together in Dr. Montague's room, listening to the house
banging and storming in the hallway outside. At first, Eleanor seems to hear the pounding
"inside her head as much as in the hall" (Jackson 200); soon after, she thinks, "how can these
others hear the noise when it is coming from inside my head? I am disappearing inch by
inch into this house, I am going apart a little at a time because all this noise is breaking me"
(Jackson 201-202). The banging intensifies, the house begins to shake itself apart, and Eleanor
continues to lose track of where she ends and the house begins: "it's inside my head, Eleanor
thought, putting her hands over her face, it's inside my head and it's getting out, getting out,
getting out—" (Jackson 202). Finally, unable to continue her resistance, Eleanor thinks, "I
will relinquish this self of mine, abdicate, give over willingly what I have never wanted at all;
whatever it wants of me it can have" (Jackson 204). Hill House has won; Eleanor belongs to it
now, and it only needs to make her transformation complete.
After Eleanor's resignation of self, she begins to become one with Hill House. The
next morning, she can hear everything going on within it: "I can hear everything, all over the
house, she wanted to tell them" (Jackson 206). In an eerie passage, Eleanor describes the way
her senses have become specially attuned to the house: "She could even hear, with her new
awareness of the house, the dust drifting gently in the attics, the wood aging" (Jackson 223).
Eleanor becomes the haunter of the house, knocking on doors and shaking door handles just
like the apparitions (Jackson 229): "Eleanor finally becomes herself the haunter, assuming the
attenuated identity of the ghost" (Newman 132). She thinks she is acting on her own, but
this illusion dissolves in her last moments alive. As she drives her car into a tree, she thinks,
"I am really doing it, I am doing this all by myself, now, at last; this is me, I am really really
really doing it by myself" (Jackson 245). At the last moment, however, the veil is ripped away,
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and Eleanor realizes she has been deceived: "In the unending, crashing second before the car
hurled into the tree she thought clearly, Why am I doing this? Why am I doing this? Why don't
they stop me?" (Jackson 245-246). This is the first time Eleanor has thought "clearly" since she
first entered the house, and now it is too late; the house gives Eleanor back her identity for just a
moment, just to mock her.
Two important factors allow Hill House to take over Eleanor: the significance of
naming and Eleanors relationship with her mother. Both of these factors are closely tied to
Eleanor's identity as a single woman in a patriarchal society, a point I will return to soon.
Eleanor's fear of the power of names first emerges in a conversation with Theodora. Theodora
\y names the house, making Eleanor uncomfortable: "Her insistence on naming Hill
House troubled Eleanor. Its as though she were saying it deliberately, Eleanor thought, calling the
house to tell it where we are; is it bravado?" (Jackson 123). Eleanor seems to believe that naming
the thing summons it, gives it power, and most importantly, establishes a bond between the
named and the namer. Naming is more complex than a simple transfer of power, however: when
the house names Eleanor, it gains power over her. When the four guests find the words "HELP
ELEANOR COME HOME" scrawled on the walls in chalk, a hysterical Eleanor cries out, "It
knows my name, doesn't it? It knows my name" (Jackson 146). Here, naming is a violation. It
signifies a special bond between Hill House and Eleanor, a bond Eleanor did not ask for and does
not want. Trying to explain this feeling of violation, Eleanor says, "Those letters spelled out my
name, and none of you knows what that feels like—it's so familiar.. . . It's my own name, and it
belongs to me, and something is using it and writing it and calling me with it and my own name.
. ." (Jackson 160). Again, the name is used for summoning, but instead of Theodora summoning
the house, the house is summoning Eleanor, preparing to take her into itself.
Eleanor's relationship with her mother provides another weak point for Hill House to
exploit to gain control over Eleanor. Newman writes that "the source of both the pleasures and
the terrors of the text springs from the dynamics of the mother-daughter relation" (Newman 123).
This relationship is hinted at from the moment Eleanor enters the novel: "Eleanor Vance was
thirty-two years old when she came to Hill House. The only person in the world she genuinely
hated, now that her mother was dead, was her sister" (Jackson 6). We soon learn that Eleanor has
spent the last eleven years caring for her cruel, bedridden mother, "lifting a cross old lady from
her chair to her bed, setting out endless little trays of soup and oatmeal, steeling herself to the
filthy laundry" (Jackson 7). The rest of the Eleanor's background is gradually revealed as the novel
develops. On the night of the first haunting, Eleanor hears a knocking in the hallway outside her
bedroom, and immediately thinks it is her mother; she must tell herself, "It is a noise down the
hall, far down at the end, near the nursery door, and terribly cold, not my mother knocking on
the wall" (Jackson 127). The memory the knocking raises in Eleanor disturbs her as much as the
knocking itself: " 'Bang' is the best word for it; it sounds like something children do, not mothers
knocking against the wall for help, and anyway Luke and the doctor are there, is this what they
mean by cold chills going up and down your back?" (Jackson 128). Eleanor finally explains the
\e of the knocking much later, in a conversation with Luke and Theodora. "It was my
fault my mother died... . She knocked on the wall and called me and I never woke up. I ought
j to have brought her the medicine; I always did before. But this time she called me and I never
woke up" (Jackson 212). Eleanor blames her mother's death on herself: she tells Theodora, " It
was going to happen sooner or later, in any case. But of course no matter when it happened it was
going to be my fault" (Jackson 212).
Hill House plays on Eleanor's repressed feelings of anger, guilt, and shame over her
mother's death. It seduces Eleanor by taking the place of her mother, by offering Eleanor a second
chance of saving her. Luke calls Hill House, "A mother house . . . a housemother, a headmistress,
a housemistress" (Jackson 211). In another passage, he goes into more detail: "It's all so motherly.
. .. everything so soft. Everything so padded. Great embracing chairs and sofas which turn out to
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be hard and unwelcome once you sit down, and reject you at once" (Jackson 209). The house
is "furnished with symbols of the destructive powers of motherhood" (Lootens 176). Like
Luke, Eleanor senses the motherliness of the house; she describes one of the hauntings she alone
experiences in clearly maternal terms: " 'Eleanor, Eleanor,' she heard through the rushing of
air past her ears, 'Eleanor, Eleanor,' and she was held tight and safe" (Jackson 215). Here the
house's strategies of naming and mothering come together. Calling out to Eleanor individually
in a soft, maternal voice, it offers her safety and security, the loving mother she never had. This
offer is a lie, however. In Lootens' words, "The house does not want her more than anyone else
does; it wants her dead. After all, whatever walks in Hill House walks alone" (Lootens 189).
The ways the house entraps Eleanor are rooted in her role as a woman in patriarchal
western society. Hill House's appropriation of Eleanor's name to control and dominate her
is a distorted reflection of marriage, in which a woman gives up her name and accepts her
husband's. In our society, as in the fictional world of Hill House, naming is important: it
establishes power hierarchies and forms bonds that are difficult, if not impossible, to break.
And in our society, as in Hill House, these bonds can be used to dominate and destroy. By
taking the place of Eleanor's mother, Hill House exploits her roles as both daughter and mother.
As a good daughter, Eleanor believes that she should stay with the house, that she belongs with
the house. In her relationship with her own mother, however, she was a caring, self-sacrificing,
maternal figure, taking care of all her mother's needs; this relationship continues into Hill
House, as when Eleanor first hears the knocking and wakes up ready to help her mother. Hill
House uses Eleanor's cultural position as cared-for and care-giver, as daughter and mother, to
entrap her. Wife, daughter, mother: Hill House uses these traditional female roles to absorb
Eleanor and engulf her identity.
According to Lootens, The Haunting of Hill Home is a novel about "the ways in which
people, especially women, are destroyed by the nuclear family, sexual repression, and romantic
notions of feminine self-sacrifice" (Lootens 168). All of these factors are rooted in the cultural
tradition that identifies women with the family and the home. Eleanor is destroyed because she
puts her faith in this tradition, in "delusions of family" (Lootens 178). The specific method of
her destruction exemplifies these delusions. Eleanors fate is a cruel parody of the role of women
in patriarchal society. Where women are identified with the home, Eleanor's identity becomes
the home; where women are discouraged to leave the home, Eleanor dies to avoid leaving it.
Perhaps the crudest trick Hill House plays on Eleanor is giving her the illusion of self-control.
Newman claims that "the degree of Eleanor's independent agency" is "the central question of
the novel" (Newman 129). She argues that Eleanor controls her own actions, and that "Her
last thoughts reveal a fatal connection between female self-assertion and annihilation" (Newman
133). Lootens takes a more complex approach, asking, "can a woman really sacrifice herself if
she never really had, or perhaps even wanted, a self? Does Eleanor know she has a choice? Is
her death suicide—or murder?" (Lootens 188). In my view, Eleanor gives up independent
agency when she surrenders her identity to the house. Hill Houses causes her to drive her car
into a tree, and the greatest tragedy is that she thinks, until the last moment, that she is acting
on her own. Modern society functions in much the same way, offering the illusion of choice,
but defining gender in ways that make true choice impossible.
The Overlook was having one hell of a good time. There was a little boy
to terrorize, a man and his woman to set against the other, and if it played
its cards right they could end up flitting through the Overlook's halls like
insubstantial shades in a Shirley Jackson novel, whatever walked in Hill
House walked alone, but you wouldn't be alone in the Overlook, oh no,
there would be plenty of company here. (King 424)
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As the passage above suggests, the connection between The Haunting of Hill House and
Stephen King's The Shining is in some ways an obvious one. Both novels focus on a small group
of people isolated in a remote, sprawling, and haunted building. In both novels, a character loses
her or his identity to the building, and eventually dies as a result. In fact, Stephen King has said
that "The Shining was influenced by Shirley Jackson's marvelous novel The Haunting of Hill House"
(Duvall 32). The two novels differ in several significant ways, however; one of the most significant
differences is that in The Shining, it is a man who loses himself to the haunted house. That man,
Jack Tbrrance, moves into the isolated Overlook Hotel as the winter caretaker. He plans to stay
there through the winter alone with his wife, Wendy, and his young son, Danny, who possesses
psychic powers. Danny's powers warn him of an evil force in the hotel, but the family goes
anyway. Soon this force manifests itself in a series of apparitions. Jack is at first alarmed, then
intrigued. After a long struggle, he loses his identity to the house entirely. Possessed by the house,
he tries to kill his wife and son, but they escape with the help of the Overlook's psychically gifted
cook, and a huge explosion destroys Jack and the hotel.
The Overlook itself is a menacing structure. Exploring its depths, Jack thinks, "if there
was ever a place that should have ghosts, this was it" (King 36). Like Hill House, it can seem like
a living organism, with thoughts and motivations of its own; as Jack looks up at its windows, "For
the first time he noticed how much they seemed like eyes. They reflected away the sun and held
their own darkness within. It was not Danny they were looking at. It was him" (King 421). The
Overlook's primary motivation, however, is hunger: when the Torrance family enters the hotel,
"It was as if the Overlook had swallowed them" (King 131), and "Inside its shell the three of them
went about their early evening routine, like microbes trapped in the intestine of a monster" (King
317). Like Hill House, the Overlook Hotel has a long and violent history, but it is still unclear
why exactly it is haunted. The cook, Hallorann, tells Danny, "I don't know why, but it seems that
all the bad things that ever happened here, there's little pieces of those things still layin around like
fingernail clippins or the boogers that somebody nasty just wiped under a chair" (King 128-29).
When Wendy asks Jack if the hotel has ghosts, he answers, "I don't know. Not in the Algernon
Blackwood sense, that's for sure. More like the residues of the feelings of the people who have
stayed here. Good things and bad things" (King 397). King himself has described the Overlook
as "a huge storage battery charged with an evil powerful enough to corrupt all those who come in
contact with it" (Duvall 36). Perhaps the psychic Danny descries the haunting of the Overlook
best when he calls it, "the sound of the hotel, the old monster, creaking steadily and ever more
closely around them: halls that now stretched back through time as well as distance, hungry
shadows, unquiet guests who did not rest easy" (King 495).
Whatever the source of the haunting, its effect on Jack is dramatic. Early in his stay
at the Overlook, he begins to identify with the building, a feeling enhanced by his plans to write
its history: "He promised he would take care of this place, very good care. It seemed that before
today he had never really understood the breadth of his responsibility to the Overlook. It was
almost like having a responsibility to history" (King 238). Jack describes his attraction to the hotel
in mystical terms, thinking, "the Overlook had enchanted him—could any other explanation be
so simple or so true?" (King 332). As the narrative progresses, the boundary between Jack and the
Overlook begins to blur. Exploring a haunted room that has frightened his son, Jack thinks to
himself, "Nothing in the Overlook frightened him. He felt that he and it were simpatico" (King
378). Jack can no longer tell the difference between what he wants and what the hotel wants:
"The Overlook didn't want them to go and he didn't want them to go either" (King 425). And
when he hears the house exhorting him to kill his family, Jack, like Eleanor, can no longer tell
whether the voice is coming from inside or outside himself: "Then a voice, much deeper and
much more powerful than Grady's, spoke from somewhere, everywhere . .. from inside him"
(King 584).
It takes Wendy a long time to admit that her husband is changing, but when Jack
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tries to strangle her, she finally realizes what has been happening to him. She tells her son,
"The hotel has gotten into him, Danny. The Overlook has gotten into your daddy" (King 565-
566). The merging of Jack and the Overlook is dramatically revealed in Jack's voice. The hotel
screams for Jack: "She thought she had never heard such an awful sound in her whole life; it
was as if the very boards and windows of the hotel had screamed" (King 607); and Jack screams
for the hotel: "Jack wasn't out there anymore. She was hearing the lunatic, raving voice of the
Overlook itselP (King 625). As Jack chases him through the hotel, Danny realizes that what
is chasing him is not his father, but the hotel in the shape of his father: "It was hiding behind
Daddy's face, it was imitating Daddy's voice, it was wearing Daddy's clothes. But it was not
his daddy" (King 639); rather, it is "The controlling force of the Overlook, in the shape of his
father" (King 641). In the final confrontation between Danny and Jack, the force that has
consumed Jack's identity is finally revealed. Jack destroys what is left of his humanity, and
all that remains is a conglomeration of the hotel's ghosts, superimposed over his ruined flesh:
"What remained of the face became a strange, shifting composite, many faces mixed imperfectly
into one. Danny saw the woman in 217; the dogman; the hungry boy-thing that had been in
the concrete ring" (King 654). This is the spirit of the house, the entity that has devoured Jack
and made him its own.
Interestingly, the Overlook uses many of the same factors to take over Jack that
Hill House uses to take over Eleanor. In "What About Jack? Another Perspective on Family
Relationships in Stanley Kubricks The Shining" Manchel convincingly argues that Jack, like
Eleanor, is deluded by the ideals of patriarchal and capitalist culture, and that "By failing to
scrutinize why Jack is seduced by false myths of success and patriarchal authoritarianism, we
ignore the appeal of such seductions and focus only on the symptoms" (Manchel 70). Just as
the cultural idea of the woman leads to Eleanor's destruction, the cultural idea of the man leads
to Jack's destruction. The role of parental figures also contributes to the destruction of both
Eleanor and Jack. Where Hill House attacks Eleanor through her relationship with her mother,
the Overlook attacks Jack through his relationship with his father, an abusive tyrant whom Jack
nevertheless loved. As the novel develops and the house asserts its control over Jack, he becomes
more and more like his father. He hears his father's voice on the Overlooks CB radio, telling
him to kill his family (King 341). He has a surreal nightmare in which the cane his father
used to beat his mother becomes the roque mallet he will use to attack his wife and son (King
411). He begins to sympathize with his father (King 579). And finally, chasing his son through
the halls of the Overlook, Jack uses the same phrase his father used when he beat his mother:
"come and take your medicine" (King 635). The fact that the Overlook chooses to take over
a man, and that it does so using the weaknesses of patriarchal society—idealized images of the
father as breadwinner, strained father-son relations, and domestic abuse, among others—are
fruitful avenues of investigation, but I wish to focus on the effects of Jack's metamorphosis on
his wife, Wendy.
Jack's transformation forces Wendy to transform, as well, but as Jack loses his identity,
Wendy gains one. At the beginning of the novel, Wendy is defined by her role in the house
and family: "During the days Wendy would stay home and housewife, feeding Danny his
bottles in the sunwashed kitchen of the four-room second-story apartment, playing her records
on the battered portable stereo she had had since high school" (King 68). Wendy has her own
thoughts and ideas, but she suppresses them; when Danny asks if she wants to move to the
Overlook, she replies, "If it's what your father wants, it's what I want" (King 20). As Manchel
writes, "Wendy portrays the suffering wife, homebound, caught in a loveless marriage, and
ineptly trying to keep the family together by suppressing any doubts about Jack's or Danny's
mental health. This is Wendy's seduction by patriarchal authoritarianism. In her mind, that is
what a good wife is supposed to do: wash, weep, and wait patiently" (Manchel 74). Through
the first half of the novel, Wendy is remarkable for her passivity. She watches, she thinks, and
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occasionally she screams, but she does not really do anything. Wendy defines herself as "wife-
mother" (King 286), and for her this means patience, passivity, and obedience to her husband.
When Wendy finally begins to take action, it is the result of her role as mother.
Believing Jack has hurt Danny, she is spurred on by "the voice of her maternity, a cold and
passionless voice once it was directed away from the closed circle of mother and child and out
toward Jack. It was a voice that spoke of self-preservation only after son-preservation" (King
351). When Wendy finally does take action for herself and for her son, she realizes how weak
and passive she has been until that point: "her whole life had been a long and easy dream to lull
her helplessly into this waking nightmare. She was soft. When trouble came, she slept. Her past
was unremarkable. She had never been tried in fire. Now the trial was upon her, not fire but ice,
and she would not be allowed to sleep through this. Her son was waiting for her upstairs" (King
556). After having been passive for so long, Wendy flourishes with the ability to think and act
for herself. Given her former weakness, she is surprised by how strong she can be: telling Danny
that his father has been possessed by the hotel, she is "surprised at the calmness of her own voice"
(King 573).
With her husband violent and deranged, Wendy takes his position as defender and
protector of the family. The language of the novel clearly links this transition to a change in
sexual role. As Wendy drags Jack into the pantry, having just knocked him unconscious, she
unexpectedly thinks of sex: "She had been married to him for nearly seven years, he had lain on
top of her countless times—in the thousands—but she had never realized how heavy he was"
(King 568). Their roles have been reversed; this time, Jack lies prone, and Wendy is active. She
slashes at Jack with a razor (King 626) and attacks him with a knife (King 607), two traditionally
phallic objects. The imagery of the knife attack is especially sexualized: " 'Oh dear God! she
screamed to the Overlook's shadowy lobby, and buried the kitchen knife in his lower back up to
the handle. He stiffened beneath her and then shrieked" (King 607). This sexual role reversal
is a key to the thematic significance of Wendy's transformation. When Jack becomes one with
the house, he is symbolically feminized, allowing Wendy to take on the power and authority
traditionally associated with the husband and father. At the same time, she remains a good
mother: she does not lose her traditionally feminine traits as Jack loses his traditionally masculine
traits. As a housewife, she was only a person in relation to her house and family. As a heroine,
she becomes a full person, with her own fully formed identity within the novel. In a strange way,
Jack's possession leads to Wendy's liberation. As Manchel argues, it would be unwise to treat Jack
as a simple symbol of patriarchy, but his reaction to Wendy's seizure of his power illustrates the
patriarchal response to powerful women well: "What it really came down to, he supposed, was
their lack of trust in him. Their failure to believe that he knew what was best for them and how to
get it. His wife had tried to usurp him, first by fair (sort of) means, then by foul" (King 578). Of
course, Jack doesn't know what is best for his family. Wendy's power is legitimate, whereas his is
based only on tradition and bullying. The idea that a woman as passive and subservient as Wendy
could successfully and legitimately form an identity independent of her husband and her role in
the home terrifies Jack.
Wendy's transition from housewife to heroine dramatically challenges the patriarchal
system that grants all authority to the father and allows women no identity outside the home,
but the narrative eventually reaffirms patriarchy. Wendy temporarily saves herself and her son
from Jack, but another man must save her. Hallorann's rescue of Wendy and Danny is full of
cliched images of the gallant hero saving the damsel in distress: "He clapped an arm around
Wendy and picked her up. He clapped his other arm around Danny. He ran for the stairs" (King
658). Wendy is "no more than semiconscious" and Hallorann treats her as he would a young
child: "Hallorann sat the woman down on the passenger seat and put her coat on. He lifted
her feet up—they were very cold but not frozen yet—and rubbed them briskly with Danny's
jacket before putting on her boots" (King 664). Wendy, so powerful and assertive in her final
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confrontations with Jack, is once again reduced to a passive object, unable even to move or put
on her boots by herself. After they have escaped from the Overlook, Hallorann compliments
Wendy, but his comments are patronizing, almost insulting. Looking at her, "Hallorann saw
a grave sort of beauty there that had been missing the day he first met her, some nine months
before" (King 676)—as if the purpose of her terrible experience has been simply to beautify her,
as if her physical appearance is the only important pan of her. Wendy plans to begin working
outside the home, but she only found the job through the influence of a male patron, Jack's
old drinking buddy Al Shockley (King 678). For a short time, Wendy had genuine power and
self-control, though she had to go through hell to get it; now she is back in a world where men
control her access to power and define her identity. Patriarchy appears inescapable, but the fact
that Wendy has disrupted this power, however briefly, suggests that there is a viable alternative.
It is tempting to think of the haunted house as a fixed, unchanging cultural icon; but
like ghosts, haunted houses are a reflection of the people and times that produce them. The
Haunting of Hill House, published in 1959, expresses outrage and horror at the treatment of
women, the way they are denied an identity and repressed by patriarchal society. In it, one can
see the frustration and rage that would soon find a voice in the women's rights movement. It
does not offer any real alternatives, however—the narrative recognizes the evils of patriarchal
society, but at the time, an alternative social order seemed inconceivable. The Shining, published
in 1977, examines the way both men and women are damaged by patriarchal culture. In
Wendy, it expresses women's growing desire for liberation. The feminism of The Shining is not
the futile rage of The Haunting of Hill House but a yearning for a new social order in which
women would be free to define and express themselves however they wished, inside or outside
the home. In the end, however, the novel reaffirms patriarchy, albeit a more gentle patriarchy
represented by Hallorann. In The Haunting of Hill House, the house claims a woman; in The
Shining the house claims a man, granting a woman power and agency. One cannot help but
wonder whom the haunted house would claim today.
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Notes:
1 This work, like Duvall's "Inner Demons: Flawed Protagonists and Haunted
Houses in The Haunting and The Shining," addresses the film versions of the novels
I discuss. The films are significantly different from the novels, but many of the
arguments in these articles can be productively applied to the novels as well.
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The Contexts of Behn's Oroonoko, and its Role in the Canon
Ben Pogany '06
Aphra Behn's Oroonoko is a difficult work to classify. Written and published in
post—civil war England, it dealt largely with the experiences of non-European characters in
Suriname, a tiny and short-lived British colony that most Britons were only dimly aware of.
Oroonoko was also a novelty in its form, blending features of the medieval romance and travel
narrative genre called the "Brief, True Relation." Despite these ambiguities, or rather, because of
them, William C. Spengemann makes the claim that Oroonoko should be considered the earliest
American novel. Whenever scholars attempt to expand or modify the literary canon, both
literary and historical considerations ought to be weighed carefully. In this paper, I will argue
that although Spengemann's claims are certainly interesting, I find that they do not adequately
justify the inclusion of Oroonoko among early American colonial literature. My purpose in this
paper will be to demonstrate that Behn's Oroonoko, although one of the earliest novels, does not
constitute a work of American literature. I intend to justify my claim largely using methods
from New Historicist criticism, and in doing so, I hope to also illuminate some of the historical
and literary background of the novel itself.
Spengemann's Claims — Geographical and Cultural Relationships
In his article "The Earliest American Novel: Aphra Behn's Oroonoko," William
Spengemann uses three major arguments to justify the historical re-positioning of Behn's novel.
His first argument is that a literary work need not have been written in the territories of the
future United States to be considered American. Spengemann reasons that since the United
States did not exist politically until 1776, no writer on the American continent before then
could be considered more any American than any other. He refers to John Smith's General!
Historic as an example of a work that is conventionally considered American, even though John
Smith was English, as was Behn (199). He also makes note of the cultural similarity between
Oroonoko's setting in Suriname and some of the North American British colonies: "Virginia
and Carolina had far more in common with the Caribbean colonies than with Massachusetts
bay or Connecticut, while each individual colony was apt to be in closer touch with England
than with any other pan of British America." (200)
While Spengemann's argument that no archetypical American national temperament
existed yet in 1688 (the year of Oroonoko's publication) is plausible, his claim of the cultural
similarity between Virginia and the Caribbean seems to be more of a strike against Smith than
one in favor of Behn. Spengemann seems to imply that Smith's General! Historic and Behn's
Oroonoko, in their historical aspects, are equally useful accounts of America's early colonial
period. There are a number of problems with this claim. First, Spengemann ignores many
important differences that existed between Virginia and the British colonies of South America
and the Caribbean. The Virginia settlement described in Smith's Historic was a charter colony
of Britain, whereas Suriname was a so-called "royal" colony. Under charter from the king,
the Virginia colonists were permitted a fair degree self-governance to encourage permanent
European settlement. The colony in Suriname, like other South American royal colonies,
existed solely to produce wealth (in the form of sugar) for export back to England. For this
reason, the institution of slavery in Virginia differed greatly from its counterparts in South
America. Joanna Lipking notes that 4 to 5 million slaves were imported into South America
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and the Caribbean, whereas only a half million were imported into North America (83). She also
notes that North American slaves rarely experienced the brutal living conditions and treatment
that their South American counterparts did. Considering how much of Oroonoko deals with
South American slavery, the book would be historically out of place in a course on North
American literature.
Spengemann also ignores the history of Suriname after the events of Oroonoko.
Suriname was ultimately short-lived as a British colony- less than 10 years after Behn's stay
there, the settlement had been traded to the Dutch, and would remain in their hands until
1975 (Lipking 83). The subsequent history of Suriname diverges so much from the political
and cultural experiences of North America that it is irrelevant to recount any of it in relation to
United States history. This is reflected in the fact that most American schoolchildren know that
Jamestown as the first successful American colony, but know very little about Suriname. The
son of colonialism described in Smith's General! Historic that is ultimately more representative
of the North American experience than Oroonoko is, and at least the historical aspects of Smith's
work warrant it a place in American literature, even if its literary aspects do not. However, for
Spengemann to imply that Oroonoko is culturally or historically relevant to American literature is
simply erroneous.
Oroonoko's Literary Features
Spengemann's second justification for understanding Oroonoko as the earliest American
novel lies in the book's literary characteristics. That is to say, Oroonoko is not worth studying solely
because of its historical interest, but also because it is one of the earliest novels. Spengemann
notes that literature is not made American by being written in an American form, nor does such
a form necessarily even exist (200). This claim is perfectly correct - the great American novels
and poems of the 19th and 20'h centuries often imitated European forms, and are nevertheless
considered quintessentially American. Instead, Spengemann reiterates the popular critical opinion
that Oroonoko is worthy of special attention for the fact that it is an early anticipation of the
novel form. I fully agree with Spengemann on this matter, and I think that it will be useful to
summarize his description of Oroonoko's formal features here.
Spengemann writes that Oroonoko is actually an amalgam of two other literary genres
with which Behn was familiar: the medieval romance, and the so-called "Brief, True Relations"
from the New World. The romance tale is often mentioned as a major formal precursor of
the prose novel, and Behn, a lifelong reader and admirer of the form, was well versed in its
conventions. The influence of romance literature in Oroonoko is most evident in the first half,
which is set in the royal courts of Africa. The emotional courtship of Oroonoko and Imoinda,
the tangled web of court intrigues, and Oroonoko's nobility in battle would all be familiar literary
conventions to European readers, although probably less familiar to Behn's African subjects.
While it is generally accepted that Behn lived in Suriname at some point, critics are quick to point
out that the African courts described by Behn bear a remarkable resemblance to the idealized
European courts of romance literature. Some lambaste Behn for this lapse in cultural awareness,
while Spengemann's treatment is much more generous: "The point is, rather, that the story of
Oroonoko and Imoinda told thus far, being a romance, could happen anywhere without affecting
its form one whit." (203) The proper response is probably somewhere in between. Behn wrote for
a living, and selling books in the English market of the 17th century usually required using some
elements of romance literature. Most likely, she decided to locate the 'juicy pans' of the novel in
Africa so that her readers wouldn't recognize their inelegance, and so that romantic cliche wouldn't
spoil the documentary authenticity of the second half.
By far, the most interesting aspects of Oroonoko are Behn's descriptions of Surinam's
climate, landscape and culture. Her lengthy descriptions of its natives, plants, and animals are
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exotic yet modest, mimicking the tiny images that colonialists would sketch in the margins
of their maps (Lipking xiii). Behn's narrative, like the Brief, True Relations published by
explorers of the New World, appealed to the nascent European fascination with foreign lands
and cultures. Oroonoko is distinguished from many other popular accounts of the New World
in that its author had firsthand experience of the place that she wrote about. Behn's claim, "I
was my self an Eye-Witness to a great part, of what you will find here set down," (8) is not a
mere story hook by her narrator, but also a formal allusion to the day's popular travel narratives,
which typically began with the author's assurance that the account was a "Brief, True Relation"
of his travels. Some of Behn's descriptions are, of course, borrowed from other sources - "if
she made no use of texts, she would have been very nearly alone" (Lipking xiv) - but Oroonoko
also contains elements that appear in no other contemporary texts. The extent of Behn's travels
in Suriname and the originality of her descriptions are complex scholarly topics, but critics
generally agree that Oroonoko is a valuable and reliable document of British colonialism in
South America.
Despite its combination of two popular literary genres, Oroonoko did not sell well
during Behn's lifetime, instead achieving most of its later success when adapted to the stage.
Nor did it significantly influence the development of the novel, as it was ultimately imitated
by few later novelists. While the public eventually came to love the character of Oroonoko
in the theatre, the book itself has never been widely read, and critical opinion of its quality is
lukewarm at best. Nevertheless, Oroonoko's amalgam of genres surprisingly and undeniably
anticipates the formal features of the novel, being a lengthy, fictional narrative in prose. Even
though Oroonoko is not necessarily relevant to American history, it nevertheless has value both
as a document of British colonialism, and as a fascinating literary artifact.
Oroonoko's Influence — The Impact of America on Literature
However, the justification that Spengemann considers most important for considering
Oroonoko the first American novel is that it reflects the first influence of the New World on
English literature. Spengemann's thesis claims:
To enter literature on a truly literary footing, America must make a difference in
the way literature is written - which is to say, in its selection, deployment, and
arrangement of words. . . . If we can locate, somewhere, a literary work whose form
can be attributed directly to the impact of America on the written language, then,
no matter where we find it or who wrote it, we can say that we have discovered a
literature that deserves to be called American. (200)
It is curious that Spengemann deemphasizes geographical and cultural relatedness in favor
of his own purely literary criteria. When he 'discovers' this particular sort of literary work in
Oroonoko, it's hard not to wonder if Spengemann didn't intentionally shape the criteria he
used so as to arrive at this conclusion. But his placement of Oroonoko in this role has more
important implications:
. . . Oroonoko belongs in the first chapter of any history of American fiction,
somewhere between Henry Nevile's hie of Pines (1668) and Robinson Crusoe (1719).
And to say that is to place it at the very source of the English novel — the novel
written in English - for, as Oroonoko suggests, the peculiar features of that genre have
an apparent source in the narrative form through which America made its way into
the English language. (Spengemann 208)
The narrative form that he refers to is the Brief, True Relation; which was at least a partial
model for all three of the novels that he mentions here. All at once, Spengemann's thesis has
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broadened considerably - instead of merely claiming that Oroonoko is the first American novel, he
also suggests that the Brief, True Relation of the colonial period is a major component of the novel
form itself. Such a claim is far too large to examine in this paper, but on the surface, it is at once
plausible and compelling.
Conclusion
It appears that Spengemann has accomplished something more than he meant to. From
his examination of the fragmented, forgotten Oroonoko, Spengemann emerges with an apparently
original insight into the origins of the novel. But to return to the thesis of the article - should
Oroonoko be considered the first American novel, and regarded as such in the literary canon? It
seems that the answer is "no." Despite Spengemann's redefinition of American literature, the fact
remains that Oroonoko bears little historical or cultural significance to the future United States.
As a document of the colonial period, it is at least equal to the other extant Brief, True Relations
about South American and Caribbean colonialism, although ultimately uninformative about
North American colonialism. As a novel, however, Oroonoko is a strange, fascinating example of
the form in its prototypical stages. Ironically, it seems that Oroonoko is worthy of an esteemed
position in courses such as "British Colonialism" or "The Early Novel," but does not belong at all
in the study of early American literature.
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Town, Company, and Family: The Hadley Power Struggle within
Written on the Wind (1956)
Sarah Broderick '06
Nothing is ever quite what it seems. Likewise, no classic film means only what is
imprinted upon the literal surface. Something, be it taboo sexual desire or power struggle,
remains covered by the literal meaning constructed through the bonding of filmic and denotative
elements. Written on the Wind (Douglas Sirk, 1956), which employs features of psychoanalytic
"dreamwork" and semiotics, is no exception to the rule. Rhyming, repetitions with necessary
variation, and the reappearance of motifs with significant alterations at each reoccurrence uncover
a world of incest and power struggle. Familial sexual tension increases along with the desire to
wield and control the gun, a symbol for patriarchal power.
At first glance, Written on the Wind tells a story of a family, its friends, and the struggles
both sides endure, but a symbolic meaning underlies the plot. The film's perceivable materials,
visual and sonic, are linked to a literal plotline. According to semiotics, the science of signs,
this inseparable link between the perceived and an underlying meaning within film mimics
what occurs within language (Greene class lecture 17 October 2005). Instead of a film's acts,
scenes, shots, and frames, language is formed by paragraphs, sentences, words, and phonemes.
The perceivable materials of the language, those visual or sonic qualities, link with the mental
concepts which arise in response to the stimuli (17 October 2005). These elements, known as
the signifier and signified, unite to form a sign. A word, written or spoken, is a sign. Within a
film, a relationship between signifiers and signifieds is constructed through perceivable qualities
of the image and the constructed meaning. Unlike language, film does not readily provide a
part that equates with the word. The nature of the shot with its stacked images "resembles a
complete statement (of one or more sentences), in that it is already the result of an essentially
free combination" (Metz 70). Therefore, the entire perceived film becomes the signifier and the
diegesis (story) encompasses the signified (Greene class lecture 19 October 2005).
The nature of the filmic signified permits an underlying meaning, significant in
discovering the abstract within Written on the Wind. Two meanings exist within the diegesis,
the denotative and the connotative. The denotative or literal meaning represents the plot. The
connotative or abstract meaning arises through denotation (Metz 73). A clear and unquestionable
narrative permits an abstract interpretation. Without a clear understanding of where Kyle Hadley
stands within the family, who is his sister, wife, and so on, further analysis becomes impossible.
The relationship between signifier and signified is established in order to provide a
literal and unquestionable meaning. The degree to which each shot is connected in relation to
one another reveals the connotative or abstract meaning disguised through variant repetition
and displacement. Displacement is a psychoanalytic term that refers to the substitution of one
figure for another. In psychoanalysis, the dichotomy of the literal versus symbolic meaning is
represented as two significant parts of a dream. The manifest content, which is the dream or film
before analysis, represents the displaced object (the literal). Through analysis, the latent content
or underlying meaning (understood as the signified within semiotics), decodes the displacement
(Greene class lecture 31 October 2005). In a classic film revolving around family and power like
Written on the Wind, what the audience absorbs through the senses implies a meaning saturated
with symbolism and suppressed desire.
Both Thierry Kuntzel and Raymond Bellour stress the importance of the opening and
closing scenes in delineating connotative meaning. At the opening, the audience experiences an
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array of possible meanings. As the film progresses, the symbolic meanings funnel down until
the "repetition-resolution" within the final scene (Bellour 72). Within the concluding scene,
the variation denies the suppressed desire, presenting the spectator with a limited but culturally
practical option. "The audience follows Mitch Wayne and Lucy Moore, representing an
unrelated couple with clearly established sexual identities, beyond the Hadley world.
At the opening of Written on the Wind, the audience witnesses a selective montage
of the present before flashing back to the past for most of the film. The film begins with a
whirlwind of images free from diegetic control. According to Bellour, most classic film presents
an array of multiple meanings called plurality (Greene class lecture 26 Oct. 2005). Their
placement, within the credit sequence, permits the viewer an array of signified denotative
(literal) or connotative (abstract) meanings. The viewer is permitted to formulate multiple
meanings from the stacked images. Some of the most significant are, oil derricks, a racing car,
the Hadley name, a drunken character, a couple in a bedroom, a woman looking out a window,
the open door, the act of ascending or descending stairs, wielding a gun, and a fainting woman.
These perceptions repeat throughout the film. As they repeat and vary, certain images become
more significant as linkage with the connotative occurs.
The first of the images to demonstrate a symbolic meaning occurs with the name
"Hadley." This image reappears throughout the opening sequence and bridges into the first
flashback scene. First, the name appears as Hadley Inc., representing the company. A shot of
the city sign follows. Inviting additional meaning, the name of the city is Hadley. Through
these representations, the name "Hadley" comes to stand for every character within the film;
through its use for family, company, and town, every person embedded within the Hadley world
transforms into a Hadley. The viewer is invited to create incestuous relationships between any
two characters existing within that world because of the nature of incest. According to Claude
Levi-Strauss, familial relationships are culturally, not biologically, constructed (Greene class
lecture 31 October 2005). This indicates that there is no innate reason for humans to avoid
incestuous relationships. Cultures create the incest taboo in order to avoid inbred children.
Interestingly, if the opening depicts a world containing one family, then such an incest taboo
cannot readily exist. After the credit sequence, the plot's repetition and move outside of the
Hadley bubble conceals incestuous relationships. This concealment is necessary in order to
establish audience acceptance. The innumerable possibilities for incestuous relations siphon
into a few Hadleys, chosen by the film's literal plot.
As the central film begins, the diegesis' repetition with variation eradicates unlimited
possibilities. Literally, the narrative provides five characters acting within typical positions. The
audience views father, brother, sister, male best friend, and wife.
Initially, Lucy Moore, who becomes Lucy Moore Hadley through her marriage
to Kyle, works as a secretary within the company owned by Hadley. Her introduction to
Mitch establishes her place. Two scenes later, Kyle refers to her as "a member of the happy,
happy, happy Hadley industrial family." This inches her closer to a familial tie. Then, literally
Jasper Hadley, the father, confesses how much he wants to meet and kiss his daughter-'m-\svi.
When they meet in his audience, with Kyle watching, he does kiss her. The audience accepts
this desire as rational. When this scene is repeated with variation within the party scene, it
welcomes an incestuous relationship between daughter and father. Again, in Jasper's office and
with Kyle present, the two kiss each other. This time, the kiss falls on the mouth. Also, Lucy
calls him "dad," after he fastens a necklace around her neck similar to a lover.
Like Lucy, Mitch Wayne entwines with the Hadley family as an adopted brother.
Although the plot establishes him with a different last name and his own father, Hoak, Mitch
and Marilee Hadley repeatedly act the brother and sister. When Mitch first arrives at the
Hadleys after Miami Beach, he denies any belief in incestuous ties with Marilee. Although
they are not literally brother and sister, they grew "up together like brother and sister." The
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first time he is alone with Marilee, a repetition of the lovers' automobile rendezvous, he enforces
his belief in incestuous denial, even with Marilee's forceful attempts. During the party, the
two are alone again, this time displaying a repeat rendezvous point, the bedroom, with distinct
variation. Marilee mentions "those wonderful lost afternoons" the two of them shared at the
river. In an earlier scene at The Cove, a bar, when Marilee is with an unrelated man, Roy Carter,
she talks about wasting away the afternoon. She implies they should have sex, and it is best in
the afternoon. With this knowledge, it seems that incest did occur between them. At the river,
the two were naked, "in the raw." Later, at another bar (country club), Mitch and Marilee link as
brother and sister through name. Kyle asks Mitch, "Where's little sister?" This indicates Marilee
and "Brother Mitch," beyond the adopted.
Finally, an incestuous relationship forms between Marilee and Kyle Hadley.
Throughout the film, when a lone couple, usually male and female, rides within a car or interacts
inside a room, each expresses desire for the other. When the denotatively defined brother and
sister interact without onlookers, their conversation closely mirrors that of two literally unrelated
characters. Marilee Hadley, the sister, treats her brother in much the same way as Mitch Wayne,
who she actively pursues throughout the film. She says, "Brother, one morning we'll wake up
and be all alone together." On the literal level, Marilee insinuates about an affair between Kyle's
wife, Lucy, and his best friend, Mitch. But, her body language and word choice implies a sexual
relationship between brother and sister.
Like all groups who identify themselves as one similar entity, the family unit answers to
a leader or patriarch. This figure, representing a presence of the phallus, holds the power. Within
a family, the members' relationships depend upon a hierarchical structure based upon who wields
power. Sigmund Freud's psychoanalytic theory places this power upon the father figure, like in his
therapy with "the wolfman" (Greene class lecture 31 October 2005). The father, who "wields" the
phallus, demonstrates power. The mother, without a penis like all women, represents a lack.
Within Written on the Wind, the position of power is represented through who wields
and controls the gun. Power/authority through the phallus is displaced onto the image of the gun.
The desire for power builds upon the already-established incestuous links between characters of
the Hadley family. As the film progresses and incestuous desire heightens, each family member
fights for control of the gun, the phallus, in order to dominate as father. Lucy Moore, established
as female through her pregnancy and passivity, does not participate in diis fratricide. This does
not imply that Marilee Hadley cannot desire power by wielding the phallus. Established as
an active looker within the opening credits, Marilee demonstrates male characteristics. By the
conclusion of the film, she is markedly male rather than female.
Undeniably powerful, Mitch Wayne occupies the position as father of the Hadley
family through most of the film. His own father, Hoak Wayne, is described by Kyle Hadley as
a skilled "hunter." Because of his power with a gun, Kyle wishes to be his son instead of Jasper's
own. As successor to the skilled hunter, Mitch buys a rifle and repeatedly denies other men the
chance to wield the gun. Within the first scene at The Cove, Mitch kicks the gun out of Dan's
(the proprietor's) hand as another man, Roy, reaches for the barrel. Within the same scene, he also
denies Kyle the phallic symbol. He says, "forget it" twice, and Kyle obeys like a son to a powerful,
"equipped" father.
Also, Mitch denies the power of the gun as displaced phallus to the diegetic Hadley
father, Jasper. This is yet another instance of repetition with variation. Like the bar scene with
Roy, Mitch controls the gun while a direct relative of Marilee attempts to reprimand a man
involved with her. This time it is her father. When Jasper goes for the gun, Mitch seizes it from
him and immediately talks to die police in a position of authority. Jasper sits in his chair, quietly,
like a reprimanded child.
The other, less successful brother, Kyle, repeatedly demonstrates his inability to wield
the gun. He never holds patriarchal power over another, except through physical force. Much
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of his stress derives from his implied low sperm count, an indication of castration. The doctor
indicates that his phallus or "gun" shoots blanks. While Kyle attempts to wield the gun and
fails as the film progresses, he compensates through his alcoholism. Displacement occurs as he
repeatedly drinks from long-necked bottles, pointing to his seeming lack of a phallus or, at least,
patriarchal power. Throughout most of the film, the audience sees Kyle drinking the liquor
down. It is only at the scene where Marilee plants the idea of an adulteress affair between his
best friend and wife that he spits it out. Kyle gulps the liquid, only to spit the liquor at his own
image in the mirror, similar to an ejaculation. Through this action, his desire to have children
through his wielding of the phallus becomes strongest. This action represents a turning point in
Kyle's desire, which leads to his castration.
His own sister, Marilee, castrates him through their fight in the dining room. The
gun "goes off" and shoots him in the stomach. Prior to this moment, he challenged the father,
Mitch, and says that he'll "put a bullet in [his] belly." A real bullet would "castrate" Mitch by
killing him. Beyond this, Kyle desires to be the wielder, to penetrate Mitch, making Mitch the
female and himself the male/penetrator.
Instead of Mitch, the position of power falls onto Marilee. Her power becomes
evident in the courtroom, when Mitch's freedom depends on her decision. At the conclusion of
the film, the audience sees her looking out of a window again; this time her gaze, usually held
by the male, varies. Instead of looking onto a possible lover, she watches a couple leave. Also,
her appearance has changed; she has transformed into a vision of her father, Jasper, as he appears
within the portrait in his den. Her hair is pulled back, and she wears a masculine suit. Now,
like her father and Mitch, Marilee commands the patriarchal desk. In the position of her father,
she holds the oil derrick, another displacement for phallic power. But, unlike men, she sits
unhappily. This moment of sadness limits the viewer's ability to identify with her any longer.
Although the viewer has been presented with alternatives and encouraged to identify
widi multiple characters displaying culturally accepted or denied behaviors, by the conclusion,
all options for disobeying societal approval are erased (Kuntzel 25). As Marilee sadly occupies
the male seat of power, complete with phallic symbol, the audience follows Mitch Wayne and
Lucy Moore. Her power as looker is denied. The audience, like Mitch and Lucy, is no longer
linked to the Hadley family. Because of their incestuous and/or phallic desires that deviate
from culturally accepted behavior, each of them dies. While Jasper and Kyle both die after the
phallic symbol of the gun is denied them, Marilee's feminine self figuratively dies. She must live
as a male, without the possibility of an incestuous relationship with Mitch. So, as the audience
continues with Mitch's new car, no longer stamped with the "H" monogram, and beyond the
house and gate, the camera looks back. The viewer is denied entrance back into the Hadley
world with the closure of the gate monogrammed with an "H." Each audience member must
wait to experience those culturally irrational and unacceptable behaviors until the next classic
film. Through repetition and variation, the same suppressed desires as defined by Freud's
psychoanalytic theory will resurface with each classic film. The form becomes the patriarchal
parent, permitting a small satisfaction of suppressed desire but never a complete embracing.
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